II.The treatment of dramatic qualities inherent in the sources.
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Condensation of subject matter . The English sacred drama has for its fundamental material the story of the Christian faith as it is comprehended in mediaeval English life. The principal sources are the Vulgate and the legendary traditions which pertain to the Bible story. Of the legendary sources the most important are the Apocryphal Gospels, the Legenda Aurea, and the Cur sor Mundi. These traditions were a part of the religion of the Middle Ages, and entered into their life and literature.
The mediaeval drama had its origin in the church ritual. After the church of the dark ages had begun to em phasize in its~ religious functions the dramatic element in volved in its ritual and its faith, and to realise that the dramatic development of its ritual was an effective method of teaching its faith, the religious drama was born.
Accordingly, the original motive of its authors and players was to teach the Bible story. In the Middle Ages, the church services were conducted in Latin, which was an unknown tongue to the masses. The Bible t4xt was not put into the hands of the laity, and, even if the Scrip tures had been accessible, few were able to read. Thus it was found necessary to devise some means of explaining the significance of the ritual, and of teaching the truths of doctrine and Scripture to an unlettered and ignorant people.
Hence incidents from the Bible were selected by the mediaeval playwrights not fpr their dramatic value but for their homiletic value. Only certain portions of the Bible
2.
were considered important for popular knowledge. First, the parts connected with the Easter and Christmas festivities were But although the writers did not sacrifice the sacred story for the sake of dramatic subjects, the dramatic spirit soon crept into the plays and developed rapidly. There is intrinsic dramatic value in the na terial of the sources. No theme could ever more easily lend itself to art, and, as con ceived by the Middle Ages, the Christian story is forcibly dramatic. Some selections offer exceedingly good opportunity for dramatizing, and the capacity of the playwrights is made evident both by their manner of handling the dramatic qualities inherent in the sources, and by the introduction of new dramatic elements.
3.
In the treatment of the Bible story there is often evidence of attempts to enhance the dramatic qualities "by am plifying or condensing some portion of the subject matter. An illustration of this is found in the York cycle, Play VIII,
The Building of the Ark. This play is based on Genesis VI 5 -VII 5. In this instance the dramatist has expanded certain parts of the Bible text in such a way as to eir^hasise God's solicitation and sympathy for man, and to inspire a feeling of spiritual relationship between God and man, while those passages of the text not directly related to the emphatic points are condensed. The Bible account of God's feeling toward man at this time reads:
"It repented him that he had made man on the earth, Snd being touched inwardly with sorrow of heart, He said: I will destroy man, whom I have created, from the face of the earth, from man even to beasts, from the creeping thing even to the fowls of the air, for it repenteth me that I have made them."
In the play God recalls the blissful state of man at the creation, and his own plans for man's power and happi ness on earth, thereby making more impressive his feeling of disappointment and regret for man's present state.
Deus
Fyrst qwen I wrought 'Xls-worlde so wyde, Wode and wynde and watters wane, Heuyn and helle was night to hyde, Wyth herbys and gyrse us I be-gane, In endles blysse to be and byde. And to my liknes made I man, Lorde and syre on ilke-a side c. Of all medill-erthe I made hym <?an.
A woman also with, hym wrought I, Alle in laws to lede oqt iyffe, I badde "£fame,waxe and multiplye, To fulfille o is worlds, with-owtyn striffe* Sy n hays men wroght so wofully, And synne is nows reynande so ryffs, £at me repentys -and rewys for-di f at n euer I mads outhir man or wiffe.
When, after God has explained to Noah that he purposes to cestroy all mankind except Noah and his family, the Bible simply suggests Noah's faith and devotion by saying, "And Noe did all things which God commanded him.1 * But the playwiight represents Noah as devoutly praising God for the honor^yst hesitating to undertake the task which God has assigned M m , on account of his age and incapacity for the work. His loving devotion and faith, however, prompt him to act in obedience to God's command, and when he goes about his task he finds to his joy and thanksgiving that his weak ness ab& weariness have disappeared and he is able to perform the service with pleasure. There is a real touch of spiritual relationship in this renewal of strength and power in the aged Noah as a resiiLt of his love and devotion. The author of this play has also helped to make prominent the qualities he wished to emphasize by giving briefly the parts which do not aid in their development. The verses that enumerate the different animals of all kinds, which are to be taken into the ark with Noah, are given more briefly than in thfe Bible, evidently, be cause if these parts were prolonged they would detract from the elements which the dramatist here especially desires to make emphatic.
5.
Another attempt to heighten the dramatic value by amplification of the material in the source is in the plays of the Creation. This is especially true in the York cycle where the parts taken from the first chapter of Genesis are stretched out to a sonsiderable extent. The dramatist has treated the story, here, with a quiet and devout gravity, and at the same time has raelde it dramatic. By dwelling on the attributes of God, both as to his power and his love, the author has made the awe and reverence of these scenes very impressive. He unfortunately, hoxvever, detracts from the effect which he mainly wishes to produce, in the reason Gpd gives in the third play on the Creation for making man. 
9.
we are expecting in the third scene, therefore, is just what 
11.
way in which Cain's temper, with no real provocation, is aroused to furious anger under Abel's calm and pious admonitions, is well set forth, and the play reaches its climax in an artistic manner.
In the Second Shepherds1 Flay of the Towneley collection, also, we have successful dramatic movement throughout. The dialogue's lively and the action advances rapidly; there are dramatic fore shadowings, suspenses and surprises; and on the whole the movement is truly dramatid.
In plot-construction, too, the writer of the sacred drama shows ability. Some original deviced' are found in the Chester plays 
12.
quietly, steals a sheep, and hurries home. There,he and his wife wrap the sheep in baby clothes, and tuck it away in the cradle as a newborn baby. Mak then returns to the shepherds who, when they awake the following morning, find Mak apparently sleeping, with no evidence of his adventure of the night. When they miss one of their flock,however, they at once suspect Mak and go to search his house. Finding no trace of their sheep they are about to depart, when one of the shepherds, struck by a kindly thought, goes back to give the child a sixpence. Mak trtes to prevent his going to the cradle but the shepherd persists, and, as he lifts the coverlet to kiss the child, exclaims, "What the dewall is this?
he has a long snowte." After the deception is exposed, Mak and his wife, Gylle still protest their innocence. Gylle declares the child was bewitched by an elf and became thus misshapen as the clock struck twelve. The shepherds decide to bring no further punishment upon Mak than to toss him in a blanket until they are tired. As they again lie down to sleep, the scene of the sheepstealing changes imperceptibly into that of the Nativity. In con ception, construction, and effect this little comedy is a work of dramatic art, and, regularly, the plays contain good evidence of the dramatists' capacity for construction of plot.
It will be noticed that the characterization of the sacrgd The comic element appears in the plays on Cain and Abel to a degree that is well worth our notice. In the York cycle the churlish and irreverent Cain creates a good bit of amusement, and the portrayal of his servant shows some attends at jocularity, A better developed humor is found in Cain of the Coventry play.
His character is conceived in a way that well fits his part.
• V Cain displays a worldly philosophy and takes a view of matters very different from his brother's. His opinion of Abel is:
' ' Amonges alle ffolys that gon on grownd, I holde that thou be on of the most, To tythe the best that is most sownd, And kepe the werst that is nere lost."
And the Towneley f>lay, while it, too, contains the tragic ele ment, has the best comedy that appears on this subject. Here in an altercation between Noah and his wife, which he, with some skill in the handling works into an interesting episode. When the son asks Noah's wife to come to the ark, she sends Noah ' .vord that she "wol come no narre". But she wants to know what Noah means and cannot sit still till she has found out. In the third scene the strife has become somewhat exciting. Among the reasons the wife has for refusing to enter the ark, is that Noah has kept the secret from her. He apologizes, saying it was God'3 will, yet that does not satisfy the wife so he "getis a clowte". Tb© humor of the York play is surj>assed in the Flood of the Chester cycle, which is one of the most spirited of the Rnglish religious plays. While in the York the amusing sptsode is sudden and of one sequence, in the Chester play there is dramatic progression.
The character of Noah's wife is cleverly depicted. At first she is apparently amenable to reason and seems willing to give her assistance. In her agreeable mood she says: "And we shall bring tymber to, for wee mon nothing els doe; women be weake to vnderfoe any great travayle."
But we soon notice that getting his wife into the ark will be something of a task for the old patriarch.
Noe. Good wife, doe now as I the bydd.
Uxor. By Christ 1 not or I see more neede though thou stand all the day and stare.
All in vain Noah entreats and commands her. She steadfastly refuses to enter the ark unless her gossips are taken in too.
The "gossips everichon" must be allowed to enter, or she will not move, she declares, and Noah may go where he lists and get a new wife. At last the dutiful sons lift-their mother into the boat. On entering she answers Noah' 3 salute, "Welcome, wife, into this boatel", by vigorously boxing his ears. Noah now withdraws disonnfited, remarking:
"A 1 ha 1 maryj this is hote, it is good to be. still."
The play of Noah and the Ark in the Towneley cycle sets forth this family strife in an artistic manner. Here it has developed 18.
into something more than a comic episode; it is a comie history of the domestic scenes of Noah and his wife. This play gives evidence of keen observation of characters. Noah is not the meek and long-suffering man that we have seen in the York and the Chester plays. At the first Noah expresses a feat as to how his wifewill take the news of God's purpose. A lively scuffle between the pair ensues when Noah has informed her in regard to the plajpt. After the ark is built her disagresableness man ifests itself in almost incredible obstinacy. $ven after having once consented to enter she retreats. She id 11 not go on board the clumsy vessel.
Uxor. X was never bard ere As euer myght I the, In sich an oostre as this. In faith I can not fynd which is before, which is behynd;
Noah's wife stubbornly continues her spinning; neither threats nor persuasions can induce her to leave her work, until the waves rise over her feet. And when she bounds into the boat in terror of her life, Noah's welcome is a severe flogging. She retaliates by calling him names and defiantly refusing to ask for mercy. is now "master lollard," He reports that, "yit of thise kyrkchaterars here ar a menee Of barganars and okerars and lufars of symonee, Of runkers and rowners god eastys thaym out, trulee, ffrom his temple all sich mysdoers I cach thaym then to me ffull soyn, ffor writen I wote it is\ In the go spell, withoutten mys, fit earn facistis Speluncam latronum."
21.
One devil tells his companion that he must get to the Judgment court as a peer to Parliament. Up Watling Street will be their way but they would rather make their pilgrimage to Rome. They Marie. Wowe lordi^at all is worlde schall wynne, To ^e my sone is ^at I says, Here is no bedde to laye ^the inne, $ > erfore mjr dere sone, I oe prays , sen it is soo, , Here in < 5 is cribba I myght oe lay betwene £er bestis two.
The devotion of Joseph to Mary and the child was brought to its climax in the Journay to Bethlehem but is developed with happy iteration in the Flight. After the Angel who had 7/arned them to flea had departed, Joseph addresses Mary in these words:
"Ma^ie, my doughter dere, On 5s is all my ought."
During the preparation to go, and on the journey /he comforts and protects the young wife, taking the child on his own arm when she is weary.
24.
"I pray Marie, happe hym warme, And setts hym softs^he noght syls, And yf 15ou will ought ess thyh arms, Gyff me hym, lairs me bere hym awhile."
In the Coventry plays the dramatic interest is enhanced to a very great extent by the infusion of the romantic legend.
A striking feature of this cycle is the great emphasis on the life of the Virgin. The pageant describing the ascension of Mary is very much longer than that describing the ascension of Josephfs rod blossoms, thus designating him as Mary's husband, at which he is much discomfited. The backward behavior and apprehension of Joseph, the devotion of the damsels, the bene diction of the bishop, the natural solicitude of the parents, and Joseph's preparation for the home -the hiring of the "lytyl praty house," and his departure for a"fere countryj" -all these touches give this drama a tenderness blended with something of the comic element which brought it close to the hearts of the people.
The allegorical element also finds its way into some of the later religious dramas; this is noticed principally in the Coventry cycle. Hers Contemplation is a conspicous figure, 25. Isaac. The shynyng of youre bright blayde It gars me quake for ferde to dee.
Abraham. Therefor groflyngis thou shall be layde Then when I stryke thou shal not se.
26.
Isaac. What haue I done, fader, what haue I saide?
Abraham. Truly, no kyns ill to me.
Isaac. And thus gyltles shall be arayde-.
Abraham. Now, good sons, let sich wordis be.
Isaac. I luf you ay.
Abraham. so do I the.
Isaac. ffader i
Abraham, what, sonZv
Isaac. let now be seyn. ffor my moder luf.
Abraham. let be, let be I ^ > It will not help that thou wold meyn; Bot ly styll till I com to the, _ « . I mys ? . lytull thyng, I weyn.ĥ e spells so rufully to ms That vr\t3r shotis in both myn seyn,"
Abraham has made great efforts to suppress his emotion, but when he turns aside from Isaac he shows us his heart.
• Abraham. I were lever than all wardly wyn, That I had fon hym onys vnkynde, Bet no dsfawt I faund hym in: I wold be dads for hym, or pynde; To slo hym thus, I thynk grete syn, So rufull wordis I with hym fynd; I am full wo that we shuld tyyn, ffor he will neuer oute of my mynd.*'
The Mar*; Mother always remains the center of emotion. and Joseph "to ess her arms" takes the "dere sone so swete".
Likewise in the scenes of the Crucifixion pathos prevails in places, although the sentiment is never so touching and intense as it sometimes becomes in the Towneley plays.
The Towneley Passion group is wrought with much human sympathy and intensity of fesiing. The lament of Mary at the Gross is a truly dramatic and poetical expression of heart breaking grief. After a moving lament over her Son's agony she begs to know why he endures all this torture and in hope less despair asks that (5od will take her life.
"Swete son, say me thi thought, what wonders has thou wroght To be in payn thus broght, Thi blissed blode to blende? A son, thynk on my wo*( whi will thou fare me fro?" "Alas, my lam so mylde whi will thou fare me fro ffimang thise wulfes wylde that wyrke on the this wo? ffor shame who may the shelde ffor freyndys has thou fo 1 Alas, my oomly childe whi will thou fare me fro?
At last comes the futile cry of the heart that will not break.
"All that thou of blys hight me in that stede, ffrom myrth is faren omys and yit I trow thi red; Thi councell now of this my lyfe how shall I lede When from me gone is he that was my hede
In hy? My dede now comen it is My dere son, haue mercy I Then we note the human tone and the infinite tenderness of the Son's answer.
My modar mylde, thou chaunge thi cherei Sease of thi sorow and sighyng sere, It syttys vnto my hart full sare; The sorow is sharp I suffre here, Bot doyll thou drees, my irioder dere, Me marters mekill mare."
One quality in the mediaeval drama, which, indeed, should not be overlooked,1 is that of sublimity. This obtains to some extent in Abraham'3 sacrifice and Christ's nativity but most in the dramas of the Passion. There i3 a high and beautiful sublimity, from time to time, in the bearing of Jesus.
His attitude during the trial and the Crucifixion; the submissiveness, the forbearance and superhuman patience, all care examples of the highly sublime. On the road to Calvary when Christ sees his
29.
mother and the other women weeping for him, he is even then able to gorget himself in the great work of his lt£e, as we see from these words: ' "Doughteres of Jerusalem cytte, Sees, and mournes no more for me, But thynfces upon this thyng; For youre selfe mourne schall yee, And for "^e sonnes 1$at borne shcal be."
Perhaps no finer instance of mingled pathos and sublimity can be found that the words of the Savior on the Cross, Beginning, "I pray you pepyll that passe me by," A study of the English sacred drama with reference to its dramatic elements leads to the conclusion that it contains much of dramatic value, and has contributed much in both form and spirit to the great drama of the Elizabethan Age.
The sacred drama, growing as it did out. of the church, embodied a spirit that was more than national. Christianity embraced all of human life. In the hands of the gilds the plays re tained this broader spirit of the church and at the same time 
32.
Not only in its sweeping scope of theme and massive' from the sacred plays the English people too had received a training without which they could not have appreciated Hamlet.
